II

THE THEORY OF PRODUCTION

THE producer should be aware of the play's metaphysica
core, that is, of its wholeness He must not consider Hamh
and Macbeth just good stones with occasional *dramati<
situations', no modern producer would blunder like thai
with a Galsworthy play Close intellectual mterpretatior
must come first  which interpretation, if, shall we say, o
Macbeth, involves numerous subtleties1 But the closest at
tention to details, unless also vitalized by a sense of some uni
fymg idea, will prove fruitless Macbeth must be seen first as a
conflict of life-forces and death-forces, and not until this, or
some other general principle of similar status, is grasped
can surface details possibly find their proper places I have
heard Othello called a poetic melodrama without modern
meaning or any univeisal reference That is, indeed, the
current academic view of it, certainly it 1$ usually produced
as such But it is all wrong, utterly wrong The theme of
Othello is as human and universal as can be Desdemona *s
the eternal prmdple of romantic value, lago, the insistent
demon of denial Othello, like each of us, is caught between
these lago is devilishly clever, Desdemona, divinely beauti-
ful Not only is Othello's story not irrelevant to us we slay
Desdemona half a dozen times most days of our life Within
i For example at Macbeth^ jv, m, 186, Ross addresses MacdufF
Your eye in Scotland
Would create soldiers, make our women fight
It is his way of breaking the news whilst simultaneously preparing re-
venge-thoughts as an antidote 'Create* and 'women* refer respectively
to MacdufF*& children and wife His eye fixes MacdufF as he speaks,
meaningfully The obvious mistake is to speak these lines to Malcolm^